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**Sometimes for a while T feel I have reached the height Then comes a terrible fall, then the struggle, the movQ. upwards starts again. And so it goes on, incessantly. Still, there will he a time when I shall succeed in remaining on the top.”-IlELA BARTOK 
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Leonard Bernstein 

In August, 1943, Bartok left New York 
City for a summer at Saranac Lake. He 
had come to America in 1941, a voluntary 
exile from his native Hungary. His health 
was becoming progressively worse, and 
the shock of being thrust into an alien 
mode of life was a further drain upon his 
strength. Throughout his life he had rec¬ 
ognized the loneliness which many ar¬ 
tists must suffer, the disappointment of 
not being accepted and understood. He 
knew the sharp sting of rejection for work 
which did not assume conventional 
shapes. Bela Bartok knew poverty, and 

he knew what it meant to wake each day 
to increasing fatigue. 

During a stay at Doctors Hospital in 
New York City he was visited by Serge 
Koussevitzky. The conductor had come to 
present the composer with a grant of one 
thousand dollars from the Koussevitzky 
Music Foundation. The grant carried the 
guarantee of a first performance by the 
Boston Symphony Orchestra. Bartok was 
dubious: “I might not be able to complete 
the work,” he said. Koussevitzky was in¬ 

sistent, and when the visit was over he 
left a check for half the amount specified 

in the grant. 

Bela Bartok 

The Concerto for Orchestra was com¬ 
pleted during the summer at Saranac 
Lake, and when Bartok returned to New 
York he brimmed with energy and good 
spirits, appearing to be completely re¬ 
covered. He commented that while work¬ 
ing on the score he had discovered “the 
wonder drug” needed to bring about his 
own cure. Some uncanny miracle seemed 
to have been wrought by this first work 
completed by Bartok after his arrival in 

America. 

The Concerto for Orchestra, dedicated 
to Natalie Koussevitzky, was given its 
premiere by the Boston Symphony Or¬ 
chestra on December 1, 1944. Bartok went 
to Boston, was present at rehearsals of 
the work, and was in the audience at its 
first performance. The work received 
critical acclaim, and Bela Bartok could 

now, in America, as in his native Hun¬ 

gary, be known by the respectful trans¬ 
position—Bartok Bela. 

Describing his work in the program 

notes for the first performance of the 
Concerto, Bartok wrote: “The title of this 
symphony-like orchestral work is ex¬ 
plained by its tendency to treat the single 
instruments or instrument groups in a 
‘concertanF or soloistic manner. The Vir¬ 
tuoso’ treatment appears, for instance, in 
the fugato sections of the first move¬ 

ment (brass instruments), or in the per- 
petuum mobile-like passage of the 

principal theme in the last movement 
(strings), and especially in the second 
movement, in which pairs of instruments 
consecutively appear with brilliant 

passages.” 

The movements of the Concerto are 
marked: I: Introduzione ; II: Giuoco delle 
coppie (Game of the pairs) ; III: Elegia ; 
IV: Intermezzo interrotto; V: Finale. 

Much has been written about Bartok’s 
intention to satirize Shostakovitch’s 7th 
Symphony in the fourth movement of the 
Concerto for Orchestra. In a hitherto un¬ 
published letter, Bartok’s son Peter gives 
an insight into this use of thematic mate¬ 
rials in the fourth movement of the 
Concerto: “All I remember is the follow¬ 
ing: In 1942... the Shostakovitch Sym¬ 
phony was broadcast with great fuss 
about the event; the score came from 
Russia by microfilm, it was an important 
work, etc. My parents and I listened to 
the broadcast. During the part of the 
work which I believe was supposed to 
signify, the advance of the Russian armies, 
my father became aware of numerous 
repetitions of a theme which sounded like 

a Viennese cabaret song... This part of 
the symphony was also referred to as the 
great crescendo. As the theme came again 

and again, we counted and the number of 
times' it came was quite high, I believe 
several dozen. My father was surprised 
to hear such a theme used for such a pur¬ 

pose in such great abundance. 

“The years went by and it was after 
the war and after my father’s death that 
I first had a chance to hear the Concerto. 
There I noticed this theme alternating 
with another very beautiful one. That the 
connecting bits represent laughter is only 
the product of my fantasy, as well as the 
assumption on my part that there should 
be any connection between pur having 
heard the Shostakovitch symphony during 

the war and the presence of the theme in 
the Concerto. Nevertheless, one thing is 
certain: my father was not quoting from 
the symphony—he was quoting from a 

cabaret song.” 

Describing the general mood of his 
Concerto Bela Bartok wrote that it repre¬ 
sented “apart from the jesting second 
movement, a gradual transition from the 
sternness of the first movement and the 
lugubrious death-song of the third, to the 

life-assertion of the last one.” 

Bartok died nine months after the pre¬ 
miere of the Concerto for Orchestra. 

Notes by Roberta London 

Leonard Bernstein combines the alto¬ 
gether extraordinary talents of composer, 
pianist, conductor and commentator, yet 
it is essentially his imaginative interpre¬ 
tation and ability to communicate that 
earn him a unique status in the world of 
music. 

“Not since Toscanini has the Philhar¬ 
monic played with such togetherness,” 
wrote Harold C. Schonberg in The New 
York Times. 

During the orchestra’s history-making 
tour of Europe and Russia in 1959, Mr. 
Bernstein and the Philharmonic were re¬ 
ceived with tumultuous ovations by crit¬ 
ics, public and composers. There were 
sold-out houses in London, “thunderous 
applause” in Milan, “cheering and 
stamping” in Stockholm, and comparable 
demonstrations everywhere along the ex¬ 
hausting itinerary. In Moscow, the com¬ 
poser Aram Khatchaturian wrote “the 
orchestra consists of marvelous musi¬ 
cians, many of whom are surely great 
artists. At the same time, their ensemble 
is wonderful. The timing of the orchestra 
is faultless; listeners are captivated by 
the purity of intonation and the beauty of 

tone of the solo instruments.” Another 
critic noted that “It seems as if music is 
being born on the stage in a vivid artistic 
surge.” This spectacular tour followed 
the previous year’s brilliant tour of Latin 

America. 

Bernstein is the composer of such not¬ 
able symphonies as Jeremiah and The 
Age Of Anxiety (ML 4325), which was 
also staged as a ballet, and of the highly 
acclaimed Serenade for Violin Solo 
Strings and Percussion (ML 5144). For 

the theatre, he has composed Fancy Free 
(CL 920), one of the most popular ballets 
of all time, the opera. Trouble in Tahiti; 
musical scores for On the Town, JVonder- 
ful Town (OL 5360), Candide (OL 5180) 
and West Side Story (OL 5320). His 
score for the motion picture, On the 
Waterfront, was nominated for an Acad¬ 

emy Award. 

Recently he has become a best-selling 

author, with The Joy of Music, a series 
of witty dissertations on various aspects 
of musical thought, including his televi¬ 
sion scripts. Mr. Bernstein continues his 
series of award-winning appearances on 
television with the New York Philhar¬ 
monic Previews and the Young People’s 
Concerts. 

Leonard Bernstein made his first ap¬ 
pearance with the Philharmonic at a 
historic concert on November 13, 1943, 
when he substituted at short notice for 
Bruno Walter. It was a phenomenally 
successful debut. Bernstein then launched 
on a busy career as guest conductor lead¬ 
ing orchestras in the United States and 
Europe. He was the first American to 
conduct at Milan’s La Scala. For several 
seasons he conducted the New York City 
Center Orchestra. He was appointed 
Musical Director of the Philharmonic in 
1958. In a tenure noteworthy for many 
innovations, Mr. Bernstein has intrigued 
his audiences with programs of engross¬ 
ing sweep. He has also led the Philhar¬ 
monic on its cultural tours of South 
America and Europe. 

Leonard Bernstein has conducted the 
New York Philharmonic in these memo¬ 
rable performances of contemporary 
music for Columbia Masterworks: 
Bartok: Concerto for Violin. Isaac Stern 
(violinist). ML 5283. MS 6002 (Stereo). 

Stravinsky: Le sacre du printemps. ML 
5277. MS 6010. 

Bernstein: The Age of Anxiety (after W. 
H. Auden) Lukas Foss (pianist). ML4325. 

Shostakovitch: Symphony No. 5, Op. 47. 
ML 5445. MS 6115. 

The selections are followed by their timings, the 
publisher is Boosey & Hawkes, Inc. (ASCAP). 

Side I—Introduzione—10:25; Giuoco delle coppie— 
6:50; Elegia—8:09. 

Side II—Intermezzo interrotto—4:35; Finale—9:17. 

Library of Congress catalog card number R60- 
1095 applies to this record. 
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1. I - Introduzione 
2. II - Giuoco delle cop 

3. Ill - Elegia 



IV - Intermezzo interrotto 
2. V ■ Finale 


